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1. INTRODUCTION 
During the course of this year's study, through a fairly steady 
evolution, my ideas and their expression have undergone a series of 
changes, and have gradually solidified into the current body of work. 
My practice has not relied upon fixed, 'pre-tested' formulae; 
rather I have worked almost instinctively with a material or mental 
picture, and from there, ideas have developed, condensed, and in turn 
acted upon the materials from which they grew. 
'At the outset of a work I may well begin from feelings, but 
ideas crystallize out of it during the process.' 
Joseph Beuys. (1.) 
The concept that the wall could act as a 'mirror' of our 
existence, for instance, arose primarily from a technical 
development- while working on figure relief sculptures for the 
installation Line of Fire in 1988, I happened upon a technique which 
created surfaces reminiscent of old and scarred walls. This 
correlated with my interests as a photographer in images of 
industrial and urban decay, and with questions regarding the 
disjunction which exists between art and everyday life. From this 
point, investigation was initiated using this technique, for, among 
other things, the making of wall fragments. 
This also led to an examination of the use of the wall in other 
cultures in history, and in the work of recent artists, and the 
social/artistic context in which it was made. 
This formed the main impetus for my study proposal. 
In the following pages, I attempt to outline some of the major 
changes, thoughts and feelings which took place during this year's 
pract ice. 
2 . THE WALL - A CRUMBLING EDIFICE 
In 1990, I began a series of investigations exploring the concept 
of the wall in, or as, art. I was referring to historic sources (the 
frescoes from Pompeii and Herculaneum for instance) where the 
wall was part of an integated aesthetic/social environment, i was 
also referring to the Post World War II movements such as Arte 
Povera, Art Informel, and the 'new realism' of such artists as de la 
Villagle, Mains, Rotelia and Spoerri, where 'not only did it narrow 
the gap between flat and 3-D media, but also between art and 
everyday life.'(2.). My interest in the transposition of one wall onto 
another in the context of contemporary art was to continue in the 
examination of this disjunction, and through the material nature of 
its surface, discuss some of the dominant preoccupations of 
contemporary society. 
The basic concept was that walls which bear the evidence of the 
fusion between temporal, natural and cultural elements, become 
visual data of a social memory. The simulated markings of 
weathering and human presence are a testimony to the interaction 
between humankind and nature. The fragility of the surface - the 
cracks and fissures, the flakes falling away to reveal a 'history' of 
layers - act as a reminder of human fallibility, of our intimate and 
vital relationship with the environment. A corollary to this, is the 
feverish maintenance of an impervious and perpetual (yet 
disposable) newness in contemporary Western architecture, is to 
erase this social memory, and in so doing, deny the relationship 
which exists between humanity and the environment. 
It is my opinion that such a visual denial is symptomatic of a 
p r e v a i l i n g e thos wh ich is i n e x t r i c a b l e f rom the 
ecological/socio/political dilemmas which we are now confronted 
with. Ofcourse, the projected image of imperviousness in 
contemporary architecture - ie. new, clean, untouched etc., - is only 
one physical manifestation of the economic/ideological imperative 
of modern industrial society. However, amidst an intensifying global 
crisis, the unrelenting continuance of such a display is certainly 
remarkable testimony to the strength of such a belief system. 
The visual patterns which are inherent in, and support, this 
socio/political structure, have become important elements in the 
development of my work, which I will discuss in further detail in 
the next section. 
To return, however, to the initial phase of my year's work, some 
of the issues and questions which arose in regard to the realization 
of these ideas in the form of architectonic fragments are as 
f o l l ows . 
The technique which I had developed (see Study Proposal under 
Methods and Materials) allowed the production of surfaces which 
closely resembled old plaster walls (plate 1.). This I felt to be 
successful insofar as -it provided the necessary verisimilitude which 
could trigger a revised view of the environment by questioning the 
prevail ing attitudes which determine the distinction between art 
and everyday surrounds. This 'realism', however, became somewhat 
of an obstacle, for to go beyond mere facsimiles, and to broaden the 
vocabulary of materials, meant that an 'unnaturalness' was created. 
This effectively cancelled the verisimilitude whilst giving rise to 
questions of a narrative kind: if this is a real wall, then how/why is 
that other stuff there? 
I at tempted to resolve this by turning the walls into 
'archaeological finds', where the materials embedded in the surface 
of the wall were like remains from the present. This however was 
too radical a departure from my basic concerns, and was 
subsequently abandoned. 
So, while I continued to make the plaster walls, the dilemma 
was eventually resolved by relinquishing the 'literalism' of the wall, 
and using the materials I was trying to incorporate as walls in 
themselves. 
Used and discarded building materials now formed the major 
constituents of my 'palette'. This allowed an exploration of their 
materiality, their possible meanings in juxtaposition, and the action 
of their joining as elements in my vocabulary, whilst maintaining, 
by their nature, a tangible association with the environment from 
which they came. 
In this way I could continue to create surfaces which I regarded 
to be fragments of a much larger construction, whilst no longer 
being restricted by a 'formal' realism. As a consequence of this new 
freedom, a significant change occurred in my work, insofar as an 
essentially mimetic approach became increasingly metaphoric. 
plate 1. the c r u m b l i n g edifice 
97 X 92 cm 
3. THE WALL AS METAPHOR 
The two pieces which best exemplify this transition from 
realism to metaphor are Lead Wall (plate 2.) and Moriana's Hidden 
Eace_(piate 3.). 
In Lead wall, the initial intention was to simply make a wall 
from lead, capitalising on the sense which lead seems to evoke - its 
quality of muting, deadening, whilst remaining plastic, and to some 
sense alive, or in motion. As the work evolved, however, the image 
became something more than a large homogenous surface of a single 
connotative value. Patterns and relationships began emerging within 
the coliaged surface itself, and almost as if a result of a magnetic 
attraction of opposites, Helichrysum (Everlasting) flowers were 
integrated into the work, and the allusion to something trapped 
within a mute body was initiated. 
This relationship of opposing forces, of constraint and release, 
became an essential principle in this work and the work that has 
followed. It has relied upon not simply a direct and static 
opposition, but the record of an ongoing process - the visible 
evidence of a continued battle to suppress a living force, which 
eventually will break through, rather like the persistent growth of 
weeds in a concrete jungle. 
This piece also marks the first use of patching and nailing as an 
expressive device; these continue to be important 'phrases' in my 
vocabulary. The allusion to a system in a state of imbalance and 
decay, in need of constant reparation, and under the stresses of not 
only its own dilapidation but the latent force of that which it serves 
to control, has become a fundamental concept in my work. 
Although many interpretations can be extrapolated from the 
seemingly axiomatic relationship of forces in opposition, and indeed 
many different feelings have been interwoven into this work, the 
underlying theme is the visual expression of human domination over 
the environment, and the hint of a pending environmental backlash. 
A major source of visual stimulus comes from observations, and 
photographic images, of the urban and industrial landscape. These 
images reveal patterns not only of human intervention but of the 
almost subversive action of plants, weathering and time. These 
interlocking elements, sometimes in antagonistic opposition. 
plate 2. lead wal l 
15o xl35 cm 
plate 3. Moriana's hidden face 
195 X 240 cm 
somet imes in apparent harmony, form an essential source of 
imagery, and determine or influence the way I use material, and the 
associations I wish my work to evoke. 
Intrinsic to these discussions of prevailing attitudes to the 
environment and their ramifications, is the notion of value. 
Moriana's Hidden Far^ft is an attempt to deal with the concept of 
material worth as decreed by the premises of a modern industrial 
society, and integrated within this, are concepts of aesthetic value. 
The title comes from a passage in Italo Calvino's I n v i s i b l e 
Ci t ies: 
'When you have forded the river, when you crossed the mountain pass, you suddenly find 
before you the city of Moriana, its alabaster gates transparent in the sunlight, its coral 
columns supporting pediments encrusted with serpentine, its villas all of glass like aquariums 
where the shadows of dancing girls with silvery scales swim beneath the medusa-shaped 
chandeliers. If this is not your first journey, you already know that cities like this have an 
obverse: you have only to walk in a semicircle and you will come into view of Moriana's hidden 
face, an expanse of rusting stieet metal, sackcloth, planks bristling with spikes, pipes black 
with soot, piles of tins, blind walls with fading signs, frames of staved-in straw chairs, ropes 
good only for hanging oneself from a rotten beam. 
From one part to the other, the city seems to continue, In perspective, multiplying its 
repertory of images: but instead it has no thickness, it consists only of a face and an obverse, 
like a sheet of paper, with a figure on either side, which can neither be seperated nor look at 
each other.' (3.) 
On one level, the use of rusting sheet metal and gold is a way of 
expressing this opposition, but rather than a two-sided face where 
the opposites can neither face each other or be separated, the 
opposition is seen as a merging, a kind of alchemy. Part of my 
intention was to create an overall jewel-l ike effect where the 
f ragments of discarded metal and the gold formed a single 
shimmering surface, thus creating a platform where preconceived 
notions of value may become confused or contradicted. 
As an extension of this, the wall also represents the meeting 
point of the extremes of wealth and poverty that currently exist. 
Using gold as emblematic of the wealth of 'developed' nations,and 
the rusting tin crudely nailed together reminiscent of images of the 
Third World, the disjunction between the two 'worlds' is at once 
marked and obliterated. 
The introduction of gold as an element in my work has also proven., 
to be an important development, as not only does it have the 
potential to signify material or market value, it also can act as a 
symbol of spiritual wealth. More specifically, as its material value 
has been consistently deployed throughout history to ascribe to 
objects of metaphysical or religious significance a tangible worth, 
gold provides a useful device in provoking questions about the 
conception of moral value. 
This relat ionship' between morality and materiality can be 
clearly seen in the religious icons of Byzantium, for instance. If, 
then, gold is applied in like manner to an object of no apparent 
significance, such as a weathered and dilapidated piece of plywood, 
Dama(ped Icon (plate 4.), then its metaphysical content may also 
become a subject for veneration. This raises the question of what is 
represented beyond its physical boundaries. What I hoped to indicate 
is a delicate interaction between human activity and the physical 
world. The nailing and stitching focus upon this relationship, 
functioning simultaneously to reveal the material's fragility and as 
a form of 'healing' or renewal. Such attention and care given to a 
'worthless' object, as if it were a sacred icon, may serve to counter 
attitudes which sustain the continued, literal, desecration of the 
environment in the name of progress and a 'high standard of living'. 
The progression of 'squares' which end in the patch of gold form 
a sequence, where an allusion is made to changes in the perception 
of spiritual or metaphysical value, and the possibly alternating 
current which exists between its destruction or absence and its 
creat ion. 
Another more specific allusion triggered by the gold square is 
one of Chinese origin. Although it has been readily interpreted as 
such, the importance of the meaning is of a more personal nature, 
and even when quite explicit such as in The Burning Tower fplate 5.), 
the continued use of gold in my work has been primarily for its 
denotation of a mundane value and for a more generalized spiritual 
s ign i f icance. 
Through further experimentation it became clear that while the 
'semi-religious objects' allowed some fairly important issues, both 
general and personal, to be broached, the religious overtones meant 
an object specificity, and, unavoidably, allusions to a god, which 
was far from my intention. Ikon (plate 6.), perhaps illustrates this 
tendency. 
Consequent ly the focus of my practice returned to the 
construction of fragments, what I have called 'earth skins', which 
has in turn led to an investigation of the patterns which have 
evolved within them, and through their identification with pre-
exist ing patterns, the associat ions these patterns have with 
contemporary society. 
plate 4. damaged icon 
105 X 72 cm 
plate 5. the bu rn i ng tower 
126 X 78 
plate 6. i c o n 
208 X 160 cm 
4. THE GRID 
As I mentioned earlier, and in concordance with my original 
ideas regarding walls, some acknowledgement of the purpose/ 
function of material was necessary if the 'skins' or fragments were 
to be understood as representative of the physical manifestation of 
a social system. In other words, if the constructions were to be 
interpreted as part of the real environment, then some adherence to 
constructional conventions was required. 
As a consequence of this tacit acknowledgement, patterns of 
intersecting rectangular forms and lines occurred. This grid pattern, 
so common as to be banal in our society, was initially of little 
importance; or rather, my instinctive response was to break it up, 
for purposes of visual dynamism if for nothing else. This may be 
seen for example in th-e works Lead wall , Tide Mark (plate 7.), and 
Flux (plate 8.). Flywire (plate 9.) is also a good example of the grid 
pattern emerging almost entirely as a result of the nature of the 
material, without a conscious acknowledgement of its possible 
s ign i f icance. 
Its recurrence, however, was not to ignored. While working on 
All that is solid...(plate 10.), I began to recognize the implicit 
assoc ia t ion of this pattern with the extant socio/pol i t ica l 
f ramework . 
The evidence in the cultivated landscape, the predominance of 
the grid in contemporary western architecture, and its ubiquitous 
and overriding presence in our visual landscape generally, is, I 
bel ieve, not merely a consequence of expedient constructional 
devices, but a reflection of a dominant ethos in which notions of 
possession, division and control are fundamental. 
In Australia, this' relationship between development patterns 
and ethics can be seen with particular clarity. As aerial photographs 
clearly testify, the marks made on the continent's surface over the 
last 200 years are primarily the lines of division and ownership, 
inextr icable from the moral/ethical grounds upon which these 
actions rest. 
Also, the grid, in the form of lines of latitude and longitude, is 
instrumerital for the purposes of cartography. This knowledge in turn 
has become a tool for the further division and conquest of the 
earth's surface. This basic assumption - that discovery and 
knowledge is tantamount to ownership - is, I believe, fundamental 
to the western world; an assumption that is certainly no longer 
exclusive to the west. 
(I would like to emphasize here that it is the abuse of power and 
knowledge which is of foremost concern, not a denunciation of the 
knowledge per se.) 
These observations are by no means remarkable, but in a time 
when the abuse and destruction of the planet's already fragile 
ecosystem continues almost unabated, I feel that an examination of 
the ideological network which sustains this behaviour, and its 
visual/physical counterparts, is in order. 
The grid which is formed in All that is solid... is seen in a state 
of flux. Metal which has been burnt and crushed creates a circulating 
motion around the grid, and again nailing and patching are used to 
indicate signs of degradation, alluding to attempts made to maintain 
a system which is in a painful state of transition. Thus, by taking 
the grid as a recognized pattern, analogies may be drawn between 
the state of the abstract form and the state of the system to which 
it pertains. 
Now, while this may be seen as a form of nihilism - extracting 
from the visual landscape materials and order patterns which bear 
the signs of deterioration and decline - within that state of 
disorder and collapse, or indeed, perhaps as a consequence of it, new 
patterns have evolved. This is due in part, of course, to my 
conceptual objectives and to the personal repertory of images I 
choose to deploy. Nevertheless, the nature of the assemblage 
technique allows, to a greater or lesser degree depending on the 
ar t i s t ' s exer t ion of cont ro l , a cer ta in a rb i t ra r iness or 
unpredictability which can be seen to be almost autonomous. One of 
the most exciting aspects of my studio practice has been to witness 
this 'autonomy' and to incorporate it within my work. What I have 
found most interesting is that from the fragmentary elements of my 
found materials patterns of a recognized order have arisen, and by 
the same process have been altered or destroyed, in turn giving rise 
to new patterns of order. 
Donald Kuspit: 
'...this condition of "creative flux"....is what collage is alabout,so 
that...a new sense of systematic possibities for both life and art 
might emerge. The unmasking of old systems is necessary to 
establish the sense of creative flux and the possibility of new 
systems, new actualizations of meaningful form. This unmasking, as 
(Karl) Mannheim says, "does not aim at simply rejecting certain 
ideas so much as at disintegrating them....To unmask an idea, thus, is 
not to refute it theoretically, but to destroy its effectiveness." ' (4.) 
plate 7. t ide ma rk 
110 X 85 cm 
plate 8. f l u x 
138 X 122 cm 
plate 9. f l y w i r e 
138 X 110 
plate 10. A l l tha t is sol id . 
194 X 148 cm 
5. THE GRID BINDS 
In consideration of the meaning of the grid, questions arose as 
to how its metaphysical action could be transposed into visual 
terms, such that the dynamic between the overlaid system and that 
which it serves to control could be more explicitly represented. 
In the work Emergence (plate 11.), the rectilinear network of 
the grid, here in the form of leather strapping, has become a 
physical binding. The bulging lead forms, alternately suppressed and 
in the act of breaking through, are an expression of force - a 
reaction against coastriction. The tension that this creates is 
directly related to the effect of prevailing attitudes to the planet, 
and the increasing evidence of the limitations of those attitudes. 
Of course, to reduce the multi-dimensional crisis (5.) which 
confronts us to a basic dichotomy is to overlook the complexity of 
the situation. It is not simply a matter of human control over nature, 
but an imbroglio of social, demographic, political and ecological 
dilemmas. It is, however, a situation where something must give, 
and it is this sense of exigency, of burgeoning release or ultimate 
oppression, which I am trying to evoke within the confines of this 
metaphor. 
It is also pertinent here to mention again the 'flexibility' of 
interpretation. While there is an underlying theme to my work, 
inevitably personal tensions and concerns become an implicit part of 
the language which evolves. This 1 do not feel to be problematic, as I 
doubt that an 'exact' reading of any work is possible without each 
facet being clearly labelled, each reverberation measured and 
calibrated. Furthermore, as Duchamp has emphasized, an artist is 
never fully cognizant of what his (sic) work communicates (6.). 
I also feel it necessary to acknowledge the non-existence of a 
unan imous v isual language, and to enjoy the mani fo ld 
interpretat ions which are brought to a work by the unique 
predisposition of the viewer. For otherwise, if the meaning of a 
work is deliberately reduced to the lowest common denominator of 
understanding to ensure its communicability, the potential of the 
work to function as an alternative to paradigmatic thought patterns 
is lost. 
plate 11. e m e r g e n c e 
140 X n o cm 
plate 12. b o u n d 
82 X 84 cm 
6. THE PACKAGE 
The form of the grid as emblematic of a system of control 
generally, led quite naturally to the transformation of the grid as a 
purely two dimensional matrix to the physical mechanism of 
binding, and consequently to a somewhat more sculptural approach. 
What were originally surficial fragments have become containers, in 
which the individual components of binding, wrapping and the semi-
hidden contents become interlocking phrases. The physical tension 
of expansion and contraction afford a more explicit exposition of 
ideas, initiated in Lead wall, relating to the latent force of an entity 
trapped within the confines of a particular system. 
Through the extension of this metaphor, the earlier allusion to 
an outer layer, or skin, which is part of, and subject to, a system in 
col lapse, can be reinforced by the condition of the package's 
wrapping. This may be indicated by line, as in Bound (plate 12.), 
where the grid is being undermined by slipping diagonals; or in the 
state of deterioration of the material which encases, as in Sa l t ed 
Package (plate 13), where the contents seem to press against the 
decaying fabric which holds them. 
The package has also enabled me to re-introduce some earlier 
concerns, such as the juxtaposition of the glittering with the 
decayed in Shedding Skin (plate 14.), where the break-down of an old 
system of containment reveals the possibility of a new and perhaps 
better one - in other words the deterioration and collapse of a given 
system need not be seen as a fait accompli. Also, in Bound Icon 
(plate 15.), the metaphysical import of materials, and states of 
desecration, are again discussed through the condition of the 
materials; the binding at once being a sign of abuse and an indication 
of its value. 
The work Twigs in a Suitcase (plate 16.) illustrates ideas about 
the possession of the environment. The fact that they have been 
bound within an i tem'of personal luggage alludes to the increasing 
scarcity of natural resources, and the repercussions this has on the 
individual. The battered nature of the case, and the 'growth' of the 
twigs out of this, is I think a sign of hope: despite their dryness, 
they have the expression of life. 
This image has been further explored in Emergency suppMgg 
(plate 17.), a large piece where a mass of swirling twigs can be seen 
confined within and breaking out of the straps and canvas which 
contain it. Again tl ie deteriorated state of the packaging and the 
outward force of its contents refer to a system of containment and 
possession which is no longer sustainable. The title 'emergency 
supplies' symbolizes our daily need of food. The twigs, therefore, 
function as a symbol/" metaphor of our equivalent need for unspoilt 
natural resourses, necessary for long term survival. The reference 
to wart ime and famine through the title and the khaki and red 
strapping is an indication of urgency, intended both as an allusion to 
contemporary events of human conflict and the perilous state of our 
relationship with the environment 
The use of the package in this way- as a metaphor for a system 
of containment of land and its elements, which is now in a 
transitional stage - has seen the return of the use of clay in my 
work. As 1 mentioned in the first section, the cracks in the wall act 
as a reminder of human fallibility and of weather and time. This is 
taken a step further by 'wrapping' cracked white earth in lead (plate 
18.), or wire (plate 19.), in the hope to emphasize that what is 
avidly guarded under the auspices of property, or on another scale, 
territory, is in fact disintegrating within it. Threadbare Mant le 
(frontispiece) is another manifestation of this idea, where bulging, 
cracked clay, reminiscent of agricultural devastation, is overlaid by 
a threadbare 'skin', carefully stitched but riddled with holes, again 
referring to a system which is no longer viable. 
In Terra Firma (plate 20.), I have used the dry and flaking, clay 
coated fragments and the blue cloth for their association with land 
and sea: the grid of broken ropes signifies the tension which exists 
between natural and cultural entities, ones which cannot be seen as 
independent from each other, and are literally bound together. 
Reliquary (plate 21.), began simply as a bulging package, but 
with additions of bitumen and bandages, I felt it became something 
injured or dead, like a bird of passage caught in an oil spill. This 
reference is perhaps not obvious in the piece itself, but formed part 
of the impetus for the work, and hence the title's reference to a 
container for mortal remains. 
The use of wrapping, binding and packaging have become, in the 
latter stage of this year, important elements in my work, as it has 
facilitated the convergence of a number of major concerns. I think, 
specifically in relation to the grid, the package has provided, 
through its already strong connotations of possession and control, a 
more effective means of alluding to a prevailing system and ethos 
which need to be re-evaluated. 
plate 13. salted package 
90 X 70 cm 
plate 14. shedd ing s k i n 
70 X 53 cm 
plate 15. bound icon 
70 X 28 cm 
plate 16. tw i g s in a su i t ca se 
117 X 54 cm 
plate 17. emergency supp l ies 
260 X 175 cm 
plate 18. the grid 
200 X 145 cm 
plate 19. bound earth 
30 X 24 cm 
plate 20. terra f i rma 
114 X 95 cm 
plate 2 1 . r e l i q u a r y 
80 X 50 cm 
7. CONCLUSION 
As may be seen from the preceding outline of the work that has 
been produced and the ideas which have transpired throughout the 
year, a number of interrelated issues and their visual expression 
have been investigated, and through considerable trial and error, 
have either been further developed or abandoned. 
Initially my main concern was with the effects of time and 
natural forces on the cultural landscape. Throughout the year a 
transition has taken place where the obverse of this situation has 
become of increasing importance: the effects of human forces on the 
natural environment. 
This dichotomy is apparent rather than actual. The relationships 
form a single entity of mutual effect; human activity has 
environmental conseqences that in turn affect humanity. 
Through the development of packaging and containment as a 
metaphor for this interrelationship, I have attempted to describe 
the tension which exists between systems of control and possession 
and the mounting pressure of the forces that remain within them. 
Intrinsic to the representation of this situation are the 
materials used, for through their condition a range of associations 
and sensual responses maybe evoked, forming a synthesis well 
beyond a simple bi-valent structure. The nature of the materials is 
essential to the message conveyed. 
Whilst at various stages it was unclear to me what was the 
most viable pathway for the expression of my concerns, I have been 
pleased to see that certain visual 'hunches' have often returned, 
albeit having undergone some changes, and have been re-integrated 
into my work. 
I am also happy to note that from the recent work a number of 
new areas have been opened up for exploration, and hopefully will be 
fruitful additions to my cumulative imagery. 
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th readbare mant le 
70 X 58 cm. 
